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The arts are an endless semblance, an endless dissembling – and a collaboration among several 

arts is at once a labyrinth and a thread that needs to be followed. 

–Daniel Albright(1) 

All art constantly aspires to the condition of music. 

 –Walter Pater(2) 

  

<1> Playing on the well-kŶoǁŶ Walteƌ Pateƌ Ƌuote, Williaŵ FƌeedŵaŶ ǁƌites, ͞All aƌt ŵaǇ Ŷot 
constantly aspire to the condition (or structure or effects) of music, but a substantial body of 

nineteenth- and twentieth-ĐeŶtuƌǇ fiĐtioŶ does͟ ;1).  True—and yet, so much in the nineteenth 

century has been overlooked, with critics preferring to examine the seemingly groundbreaking 

work of Modernism in musico-literary blending.(3)   In an effort to correct this imbalance, this 

aƌtiĐle eǆaŵiŶes the use of ŵusiĐ iŶ the foƌŵ aŶd ĐoŵpositioŶ of “aƌah GƌaŶd͛s The Heavenly 

Twins ;ϭϴϵϯͿ aŶd Geoƌge EgeƌtoŶ͛s shoƌt stoƌǇ ĐolleĐtioŶs Keynotes (1893) 

and Discords (1894).  Both Grand and Egerton include musical notation in their work, an 

unusual device and a fascinating blending of music and literary composition.  Egerton actually 

assigns a particular chord or key to certain short stories, and Grand includes musical notation 

in The Heavenly Twinsa total of twelve times.  The Heavenly Twins is divided into separate 

books, which, like the movements of a symphony, have their own variation, sound, feel, and 

speed, while maintaining the overall theme of the work.  Egerton names her collections using 

musical terms—keynotes, disc(h)ords, symphonies, fantasias—as though she, too, is creating 

her own opus.  Grand and Egerton both blended the two art forms—literature and music—and 

in doing so experimented with narrative form and style, creating a new form of literature and 

covertly composing music in their fiction.  
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<2> The compositional links between music and literature have long been acknowledged but 

have only recently been formalized.  While critical attention has been paid to 

music in literature, little note is taken of music and literature combined.  This article, then, is 

situated at the convergence of words and music, in the grey area at the border between music 

aŶd liteƌaƌǇ studǇ, ǁheƌe ͞ǁoƌds aŶd ŵusiĐ joiŶ foƌĐes͟ ;Bernhart 5), the exploration of which 

JohŶ Daǀeƌio ǁƌites is ͞a ƌespeĐtaďle sĐholaƌlǇ aŶd ĐƌitiĐal eŶdeaǀoƌ͟ ďut ͞a tƌiĐkǇ 
ďusiŶess͟;Ƌtd. iŶ “Đheƌ ͞‘eǀisited͟ ϵͿ.  Called a variety of things – musico-literary study 

(Kafalenos 275), musico-literary intermedialitǇ ;Wolf ͞IŶteƌŵedialitǇ͟ ϯϳͿ, iŶteƌaƌt studies 
;“Đheƌ ͞‘eǀisited͟ ϵͿ – this intersection provided a new level of compositional autonomy for the 

Neǁ WoŵaŶ ǁƌiteƌs, disputiŶg the geŶeƌal ĐoŶĐeptioŶ that ŵusiĐal ͞ǁoŵeŶ laĐked tƌue 
originality and could onlǇ pƌoduĐe ǁoƌk that iŵitated that of ŵeŶ͟ ;Fulleƌ ϯϰͿ.  Sophie Fuller 

ǁƌites of ͞the ĐoŵŵoŶlǇ-held ďelief that a gƌeat ǁoŵaŶ Đoŵposeƌ [ǁas] aŶ iŵpossiďilitǇ,͟ aŶ 
idea that pervaded the nineteenth-century musical world (27).  Perhaps, then, composing music 

in literature, and a blending of the two compositional forms, allowed Victorian women writers a 

space in which to experiment with musical composition in a socially acceptable form: literary 

composition.  These women were denied the necessary and complex tools to compose music, 

the result of lengthy and specialized education, so they created their own musical compositions 

with and within their writing.  This constitutes a way in which the New Woman writers used 

music subversively, illustrating—for those who were looking in the right places—that 

women could compose whatever they liked.  And not only were Grand and Egerton 

experimenting, in true fin-de-siècle fashion, with literary form, they were creating an innovative 

compositional style.  The language, the wƌitteŶ ǁoƌds, aƌe ďut paƌt of the authoƌ͛s oǀeƌall 
creation.  These women pushed beyond the limits of their art, making an important but 

oǀeƌlooked ĐoŶtƌiďutioŶ to ǁhat “teǀeŶ Paul “Đheƌ Đalls ͞the diǀeƌse ŵaŶifestatioŶs aŶd 
interpretive intricacies of word-ŵusiĐ ĐoŶǀeƌgeŶĐe͟ ;͞‘eǀisited͟ ϭϭͿ. 

<3> I have noted with great interest the overlaps in vocabulary that occur, words that apply to 

both literary and musical study and composition – opus, morceau, counterpoint, theme, even 

the word composition itself.  I am far from alone in my attention to the similarities between the 

͞sisteƌ aƌts,͟ although the oƌgaŶizatioŶ aŶd aĐkŶoǁledgeŵeŶt of this tƌaditioŶ is a faiƌlǇ ƌeĐeŶt 
phenomenon.  IŶ his ϭϵϳϬ essaǇ ͞Notes Toǁaƌd a TheoƌǇ of Veƌďal MusiĐ,͟ “Đheƌ ǁƌote, 
͞Aesthetic speculation about the interrelationship between literature and music has been 

ƌegaƌded as a fasĐiŶatiŶg aŶd elusiǀe, if soŵeǁhat suspeĐt, ďoƌdeƌ aƌea of liteƌaƌǇ ĐƌitiĐisŵ͟ 
;͞Notes͟ ϮϯͿ.  “Đheƌ͛s ǁoƌk, aŶd that of his felloǁ Woƌd aŶd MusiĐ ĐƌitiĐs, ďegan to slowly 

unpeel the elusive and suspect layers surrounding this area.  In fact, Scher offered a theoretical 

framework for the study of music and literature, creating definitions and a vocabulary to be 

used for critical evaluation.  He outlined three broadly-defined categories of musico-literary 

ƌelatioŶs: ŵusiĐ iŶ liteƌatuƌe, ŵusiĐ aŶd liteƌatuƌe, aŶd liteƌatuƌe iŶ ŵusiĐ ;͞‘eǀisited͟ ϭϴͿ.  This 

article will deal primarily with the first category.  AdditioŶallǇ, “Đheƌ defiŶes ͞ǀeƌďal ŵusiĐ͟ as 
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͞aŶǇ literary presentation (whether in poetry or prose) of existing or fictitious musical 

ĐoŵpositioŶs: aŶǇ poetiĐ teǆtuƌe ǁhiĐh has a pieĐe of ŵusiĐ as its ͚theŵe͛͟ ;͞Notes͟ ϮϱͿ.  This 

will be an important factor in the later discussion of Egerton and Grand.  The narrower category 

of ͞ǁoƌd ŵusiĐ,͟ “Đheƌ ǁƌites, is ͞eǆĐlusiǀelǇ aŶ atteŵpt at liteƌaƌǇ iŵitatioŶ of souŶd͟ 
;͞Notes͟ ϮϲͿ.  Scher identifies two fundamental modes of rendering music in words: 

Either the author represents music which he identifies or which is otherwise identifiable 

as an existing opus, oƌ he ĐoŶstƌuĐts a ͚ǀeƌďal pieĐe of ŵusiĐ͛ to ǁhiĐh Ŷo ĐoŵpositioŶ 
corresponds.  In the first case the poet is usually prompted and assisted by his own 

direct experience of the music to be represented, while in the second it is his 

iŵagiŶatioŶ aloŶe that eǀokes the liteƌaƌǇ ͚seŵďlaŶĐe͛ of a sĐoƌe. ;͞MaŶŶ͟ ϭͿ 

Both these methods of blending word and music will be central in analyzing Grand and 

Egerton.  “Đheƌ͛s defiŶitioŶs of ǀeƌďal ŵusiĐ, aŶd the theoƌetiĐal fƌamework he created, will 

provide the basis for my critical evaluation of musical composition in New Woman fiction. 

<4> Despite the tradition—however limited—of musico-liteƌaƌǇ ĐƌitiĐisŵ, aŶd despite “Đheƌ͛s 
oǁŶ ǁoƌk, it ǁasŶ͛t uŶtil ϭϵϴϵ that the studǇ ǁas given a name: melopoetics, or 

melopoesis.  Theƌe ǁas talk of the ͞sǇŵphoŶiĐ Ŷoǀel͟ ;FƌeedŵaŶ ϭͿ, the ͞lǇƌiĐal Ŷoǀel,͟ aŶd the 
͞ŵusiĐal Ŷoǀel͟ ;FƌeedŵaŶ ϭϭͿ, ďut ďefoƌe ŵelopoesis, ŶoŶe Đaught oŶ.  Melopoesis is the 

relation of music to literature; melopoetiĐs is situated at ͞the iŶteƌfaĐe of ŵusiĐal aŶd liteƌaƌǇ 
studǇ͟ ;“Đheƌ ͞‘eǀisited͟ ϭϯͿ.  Naŵed ďǇ LaǁƌeŶĐe Kƌaŵeƌ iŶ his essaǇ ͞DaŶgeƌous LiaisoŶs,͟ 
the teƌŵ has Ŷot ďeeŶ ŵet ǁith uŶiǀeƌsal appƌoǀal ;see Wolf ͞IŶteƌŵedialitǇ͟ ϯϵͿ, ďut I aŵ 
inclined to side ǁith “Đheƌ ǁheŶ he Đalls the teƌŵ ͞feliĐitous͟ ;͞PƌefaĐe͟ ǆiǀͿ.  Representing a 

Đoŵpaƌatiǀe disĐipliŶe that is Ŷeitheƌ ŵusiĐ Ŷoƌ liteƌatuƌe ďut ďoth, the teƌŵ ͞ŵelopoesis͟ 
perfectly encapsulates my point about blended composition.  As such, I will hereafter refer to 

this stǇle of ĐoŵpositioŶ as ͞ŵelopoetiĐ ĐoŵpositioŶ.͟ 

<5> Melopoetic composition is not limited to one form imitating the other.  It is more than 

applying musical nomenclature to literature; it is literary-musical synesthesia.  It is both sensory 

inputs happening at once.  Just as melopoesis is when music and literature converge, so 

melopoetic composition is the uniting of literary and musical composition.  This type of 

composition, though discussed previously, has not been identified by one term.  My aim is to 

work toward a definition of the chosen term and to show how New Woman writers were 

eǆpeƌiŵeŶtiŶg ǁith ŵelopoetiĐ ĐoŵpositioŶ iŶ pƌose deĐades ďefoƌe JoǇĐe͛s siƌeŶs saŶg theiƌ 
song. 

                 

<6> Though melopoetic composition can be ŵuĐh ŵoƌe Đoŵpleǆ thaŶ, foƌ eǆaŵple, a Ŷoǀel͛s 
form imitating that of a traditional musical compositional structure, it is worth noting some 

standard musical forms.  The symphony, for example, is usually a lengthy four-movement piece, 
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made up of an initial opening sonata, an adagio (slow) movement, a scherzo (fast and playful) 

movement, and a final allegro (fast and joyous).  The fugue contains an exposition, a 

deǀelopŵeŶt, aŶd a ƌeĐapitulatioŶ, aŶd has at least tǁo, usuallǇ thƌee, ŵaiŶ ͞ǀoiĐes͟ that Đaƌƌy 

the theme and variations throughout simultaneously.  The sonata is similar, though more often 

designed for one main voice, but is also marked by an exposition, development, and 

recapitulation of the theme.  Each section contains several successive themes and textures 

(Hepokoski and Darcy 16).  Universal amongst these musical forms, then, is the tripartite 

pƌogƌessioŶ, staƌtiŶg ǁith the eǆpositioŶ, ǁhiĐh ͞ďegiŶs ǁith a primary theme or primary idea . 

. . in the tonic that sets the emotional tone of the whole ǁoƌk͟ ;Hepokoski aŶd DaƌĐǇ ϭϴͿ.  The 

deǀelopŵeŶt theŶ takes oǀeƌ, aŶd ͞iŶitiates ŵoƌe aĐtiǀe, ƌestless, oƌ fƌeƋueŶt toŶal shifts—a 

sense of comparative tonal instability.  Here one gets the impression of a series of changing, 

coloristic moods or tonal adventures, often led (in major-mode works) through the submediant 

key, vi, or other minor-ŵode keǇs ǁith shadoǁed, ŵelaŶĐholǇ, oƌ aŶǆious ĐoŶŶotatioŶs͟ 
(Hepokoski and Darcy 18-19).  The recapitulation re-introduces the theme, removes the anxiety, 

aŶd ͞fiŶallǇ ƌesolǀes the ǁoƌk͟ ;Hepokoski aŶd DaƌĐǇ ϭϴͿ.  Contrapuntal form, or counterpoint, 

is a second melody that harmonizes with the main melody.  Marshall Brown writes that the 

ŵusiĐal ͞ŶiŶeteeŶth-ĐeŶtuƌǇ Ŷoƌŵ͟ iŶĐludes pieĐes ǁhiĐh ͞osĐillate ďetǁeeŶ staďility or 

resolution and excitement or expressivity, and, in particular, pieces [which] begin in normality 

(in the tonic key) and move through areas of greater or lesser tension in the middle until they 

aƌƌiǀe at a ĐoŶĐludiŶg ƌesolutioŶ͟ ;ϴϬͿ.  Brown links this musical form to nineteenth-century 

fiĐtioŶ, ǁƌitiŶg that it is ͞likeǁise defiŶed ďǇ oppositioŶs ďetǁeeŶ teŶsioŶ aŶd ƌelaǆatioŶ, 
ĐoŵpliĐatioŶ aŶd ƌesolutioŶ, Đoloƌful dissoŶaŶĐe aŶd ƌestoƌed haƌŵoŶǇ͟ ;ϴϬͿ.  Using musical 

language to describe the literature, Brown writes that the nineteenth-century author must 

aĐĐoŵŵodate ďoth ͞the tƌue aŶd the iŶteƌestiŶg oƌ—to borrow the musical terms—both the 

ĐoŶsoŶaŶĐe aŶd dissoŶaŶĐe, toŶiĐ aŶd doŵiŶaŶt͟ ;ϴϬͿ.  The connection between the terms and 

forms listed in the preceding paragraph and literature should, at its most basic level, already be 

clear: theme and counterpoint as plot and subplot, or two main characters; chapters as 

movements; exposition, development, and recapitulation as the traditional narrative arc of 

fiction; more specifically, Grand and Egerton both juxtapose dreamy women (consonance) 

against stormy men (dissonance); and so on.  Progressing in a linear manner, much like the 

nineteenth-century novel, these musical forms share many of the characteristics of literary 

style, similarities which will be explored here in the melopoetic composition of Grand and 

Egerton.  

<ϳ> It is ǁoƌth ŶotiŶg JeŶŶifeƌ “tolpa͛s Đall foƌ sĐholaƌs of GƌaŶd to aŶalǇze The Heavenly Twins͛ 
͞iŶteƌdisĐipliŶaƌǇ appƌoaĐh to ĐƌeatiǀitǇ iŶ ŵusiĐal aŶd Ŷaƌƌatiǀe ĐoŵpositioŶ,͟ iŶ paƌtiĐulaƌ heƌ 
poiŶt that GƌaŶd͛s ͞eǆpeƌiŵeŶtatioŶ ǁith Ŷaƌƌatiǀe stǇles ŵakes heƌ ĐoŶĐeƌŶ ǁith ŵusiĐiaŶs͛ 
ĐƌeatiǀitǇ aŶd foƌŵal stǇle ŵoƌe sigŶifiĐaŶt͟ ;ϭϱϳ-158).  It is also worth remembering that 

Grand pursued musical composition, but was discouraged from it, and that she was acutely 
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aǁaƌe of ǁoŵeŶ͛s eduĐatioŶ iŶhiďitiŶg the deǀelopŵeŶt of ŵusiĐal geŶius.  GƌaŶd͛s ďiogƌapheƌ 
GilliaŶ KeƌsleǇ ǁƌites that ͞at the age of eleǀeŶ [GƌaŶd] Đoŵposed soŵe soŶgs aŶd seŶt them 

surreptitiously to a publisher.  They were returned—her first rejection—and fell into her 

ŵotheƌ͛s haŶds.  The eŶsuiŶg sĐeŶe . . . ďeĐaŵe a lastiŶg, galliŶg ŵeŵoƌǇ͟ ;ϮϯͿ.  Perhaps 

GƌaŶd͛s stuŶted desiƌe to Đoŵpose ŵusiĐ, Đut off at the stalk ďut leaǀiŶg the roots, awoke from 

its dormancy when she began composing her novels.  The Heavenly Twins is infused with music: 

it is in its form, its content, its style, in myriad overt and covert ways.  Grand did not simply 

engage her feminine abilities in the process of re-creating music or literature—she created 

both. 

<ϴ> The fiƌst aƌea of iŶteƌest iŶ eǆploƌiŶg GƌaŶd͛s ŵelopoetiĐ ĐoŵpositioŶ is also peƌhaps the 
most basic: form.  GƌaŶd͛s Ŷoǀels ĐoƌƌespoŶd ǁith ŵaŶǇ aspeĐts of ŵusiĐal stƌuĐtuƌe.  Brown 

writes that the language of nineteenth-century music is one of contrast— 

Consonance with dissonance, tonic with dominant (or other non-tonic) harmonies, 

symmetrical with asymmetrical phrasing, melodic outline with rhythmic configuration, 

treble with bass, strong with weak beats, solo with accompaniment, string with wind 

sonorities.  But all have in common that one term is the normal, neutral, stable, or 

principal one, while the other is abnormal, expressive, unstable, or subordinate. (79) 

This tension, this division, is ĐeƌtaiŶlǇ eǀideŶt iŶ GƌaŶd͛s Ŷoǀels.  Perhaps most present is the 

over-arching tension between oppressive patriarchy and put-upon women—this theme 

uŶdeƌpiŶs ŵost of GƌaŶd͛s ǁoƌk.  The ŵaiŶ, toŶiĐ ŵelodǇ iŶ GƌaŶd͛s teǆts is alǁaǇs that of a 
woman, paired with varying levels of tension between accompanying melodies.  Given that in 

ŵusiĐal teƌŵiŶologǇ the ͞doŵiŶaŶt͟ is aĐtuallǇ seĐoŶdaƌǇ to the toŶiĐ, theƌe is iŶteƌestiŶg 
semantic play at work: what is the societal dominant in the literary narrative (men) is also the 

musical dominant in the melopoetic narrative (male characters), but the latter definition makes 

the dominant subordinate to the tonic (female characters).  When the female in the pair 

becomes unstable (Evadne, Edith), she becomes the dominant; though in musical terms this is 

secondary, her melody still carries the story, thus becoming both tonic and dominant at once 

(or at alternating times).  Male and female characters occupy both tonic and dominant spaces 

in the narratives, but the male tonics merely echo the melody of a former (now unstable) 

feŵale toŶiĐ; thus, iŶ GƌaŶd͛s ŵusiĐal ǁoƌld, the ǁoŵeŶ aƌe doŵiŶaŶt—in the non-musical 

sense.  Edith Beale is a tonic note, Moseley Menteith is a dominant; Evadne provides 

consonance, while Colquhoun provides dissonance; and indeed, when both of these 

relationships shift and the woman becomes unstable, it inverts the pairing—the woman 

becomes dominant in the musical sense, but her original melody remains the tonic.  By making 

woman the main melody and man the secondary, Grand flips the traditional hierarchy: the 

ǁoŵaŶ ďeĐoŵes ͞pƌiŶĐiple,͟ the ŵale figuƌe ďeĐoŵes ͞suďoƌdiŶate.͟  
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<ϵ> GƌaŶd͛s Ŷoǀels also ĐoƌƌespoŶd ǁith ŵusiĐal foƌŵ;sͿ.  The Heavenly Twins contains a 

contrapuntal structure, with the three main melodies—those of Evadne, Angelica, and Edith—
plaǇiŶg siŵultaŶeouslǇ iŶ haƌŵoŶǇ, ƌetaiŶiŶg eaĐh stoƌǇliŶe͛s iŶdepeŶdeŶĐe ďut fittiŶg togetheƌ 
into one larger piece.  Similarly, it could be argued that The Heavenly Twins also follows a fugal 

structure.  Again, the three main melodies, in the form of the triad of heroines, interact 

thƌoughout the pieĐe aŶd pƌogƌess togetheƌ thƌough the stoƌǇliŶe͛s eǆpositioŶ, deǀelopŵeŶt, 
and recapitulation.  The exposition is generally light-hearted, introducing each character and 

their own melody: Angelica the playful; Evadne the serious; Edith the sweet.  Then the 

development begins, with it anxiety and sometimes frenzied activity: Angelica struggles under 

the pƌessuƌes of ViĐtoƌiaŶ feŵiŶiŶitǇ; EǀadŶe disĐoǀeƌs heƌ husďaŶd͛s questionable past and 

abandons him; Edith marries, contracts syphilis, goes mad, and dies.  In the recapitulation, 

perhaps the final Book of the novel, narrated by Dr. Galbraith, we go back to the theme of 

Evadne, but in a different voice, with references to both Angelica and Edith woven into the 

narrative/melody.  Though the tension still exists, and not all have met a happy end, most of 

the problems are resolved, and the activity and cacophony of the development is settled into 

one main melody.  The compositioŶ staƌts ǁith EǀadŶe͛s theŵe, aŶd it eŶds ǁith EǀadŶe͛s 
theme. 

             

<10> The Heavenly Twins is, interestingly, divided not just into chapters, but also into 

Books.  Theƌe aƌe siǆ of theŵ: ͞Childhoods aŶd Giƌlhoods,͟ ͞A Maltese MisĐellaŶǇ, 
DevelopŵeŶt aŶd Aƌƌest of DeǀelopŵeŶt,͟ ͞The TeŶoƌ aŶd the BoǇ.—AŶ IŶteƌlude,͟ ͞Mƌs. 
KilƌoǇ of Ilǀeƌthoƌpe,͟ aŶd ͞The IŵpƌessioŶs of Dƌ. Galďƌaith.͟  Each book functions like a 

movement of a musical piece: they all include the basic tonic melody, but in different 

physical/musical settings, with variations on the main theme.  Grand even uses musical 

teƌŵiŶologǇ iŶ ŶaŵiŶg the ďooks: the thiƌd is Đalled ͞DeǀelopŵeŶt aŶd Aƌƌest of DeǀelopŵeŶt,͟ 
aŶd iŶdeed ĐoŶtaiŶs the pieĐe͛s ŵost dƌaŵatiĐ aŶd aŶǆious ŵoŵeŶts as the melody line(s) 

develop—Edith marries and deteriorates; Angelica proposes to Mr. Kilroy; Evadne promises to 

eschew participation in political activity.  The musical and narrative development is literally 

aƌƌested, hoǁeǀeƌ, aŶd iŶ its plaĐe Đoŵes aŶ ͞IŶteƌlude,͟ ǁhiĐh, iŶ a ŵusiĐal settiŶg, ŵeaŶs a 
short break from the main theme, a shift in focus, often used as a transition back to the tonic or 

into the recapitulation.  IŶ a pop soŶg, foƌ iŶstaŶĐe, this ǁould ďe Đalled the ͞ďƌidge.͟  GƌaŶd͛s 
͞IŶteƌlude͟ functions in exactly the same way as a musical interlude might: it changes the 

subject—suddenly, the tone shifts, the main characters fade into the background, and the 

aĐtiǀitǇ ĐeŶteƌs aƌouŶd ĐhaƌaĐteƌs Ŷaŵed ͞The TeŶoƌ͟ aŶd ͞The BoǇ͟—and then transitions 

back into the original theme when the Boy is revealed to be Angelica in disguise.  This is 

folloǁed ǁith a ƌetuƌŶ to AŶgeliĐa͛s theŵe, iŶ Book V: ͞Mƌs. KilƌoǇ of Ilǀeƌthoƌpe,͟ aŶotheƌ 
variation on the now-ŵaƌƌied AŶgeliĐa͛s ŵelodǇ, afteƌ ǁhiĐh the sǁell sloǁly decrescendos into 

the fiŶal ďook, Dƌ. Galďƌaith͛s solo ƌeĐapitulatioŶ of the pƌeǀious theŵes.  
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<ϭϭ> Hoǁeǀeƌ, to liŵit the disĐussioŶ of GƌaŶd͛s ǀeƌsioŶ of, aŶd ĐoŶtƌiďutioŶ to, ŵelopoetiĐ 
composition to mere imitation of musical form oversimplifies the complex interactions between 

music and literature in her work.   OŶe suĐh iŶteƌaĐtioŶ, uŶiƋue aŵoŶgst GƌaŶd͛s oeuǀƌe, 
appears in The Heavenly Twins: that of the musical notation included in the text.  The cathedral 

Đhiŵe͛s ŵusiĐal ŶotatioŶ is the fiƌst liŶe of the novel, and appears eleven more times 

throughout the text—a ƌaƌe stǇlistiĐ ŵoǀe, espeĐiallǇ foƌ GƌaŶd͛s tiŵe ;though Geoƌge Mooƌe 
used a music score inThe Untilled Field [see Pierse 11] and also in Celibate Lives).  Using the 

musical text with the linguistic text provides an interesting and unusual blending of the two 

notational forms, constituting a textual/notational element of melopoetic 

composition.  Scholarship exists on musical notation in Modernist writing—PouŶd͛s The 

Cantos (1915-1962), Joyce͛s Finnegan’s Wake ;ϭϵϯϵͿ, aŶd “aŵuel BeĐkett͛s Watt (1945)—but 

musical notation in their predecessor, Sarah Grand, has been overlooked.  GƌaŶd͛s ĐhoseŶ 
ŶotatioŶ, a liŶe fƌoŵ MeŶdelssohŶ͛s ϭϴϰϲ oƌatoƌio ͞Elijah,͟ appeaƌs thus:       

 

The extract is ǁƌitteŶ iŶ D Majoƌ, ǁith the ͞p͟ foƌ ͞piaŶo͟ deŶotiŶg the soft dǇŶaŵiĐ foƌ the 
line, in cut time – a very traditional piece, with nothing unusual or offensive.  The lyrics, given 

uŶdeƌ the ŶotatioŶ, ƌead ͞He, ǁatĐhiŶg oǀeƌ Isƌael, sluŵďeƌs Ŷot, Ŷoƌ sleeps.͟  IŶ the ŶotatioŶ͛s 
first appearance, the author and title of the piece are given; in subsequent appearances this 

information is left out, as though the text absorbs the music into itself, erasing its individual 

identity.  

<ϭϮ> The Đhiŵe͛s ŶotatioŶ fiƌst appears, appropriately, first: after the title, it is the first thing 

we see, the first text we read, the first line of the novel.  This music is the opening line of the 

Ŷoǀel͛s pƌefatoƌǇ seĐtioŶ, the ͞Pƌoeŵ.͟  The proem sets up and introduces the novel, so the 

ŶotatioŶ͛s positioŶ at the head of this seĐtioŶ, iŶdeed of the Ŷoǀel as a ǁhole, deŶotes its 
importance in the overall fabric of the piece.  This music sets the scene.  Then the first verbal 

line is a description of the chime, transitioning smoothly from a musical illustration of the chime 

to a liŶguistiĐ oŶe: ͞Fƌoŵ the high Cathedƌal toǁeƌ the soleŵŶ assuƌaŶĐe floated foƌth to ďe a 
warning, or a promise, according to the mental state of those whose ears it filled; and the mind, 

familiar with the phrase, continued it involuntarily, carrying the running accompaniment, as 

ǁell as the ǁoƌds aŶd the ŵelodǇ, oŶ to the eŶd͟ ;HT xxxix).  This functions as both a narration 

and the outlining of an expectation for the reader: carry this melody on to the end of the 

novel.  GƌaŶd eŵphasizes the Đhiŵe͛s ĐoŶstaŶĐǇ, ƌuŶŶiŶg thƌoughout the Ŷoǀel as a souŶdtƌaĐk 
to the story.  It ƌaŶg out ͞ďǇ daǇ aŶd Ŷight,͟ oŶ the houƌ, eǀeƌǇ houƌ ;HT xxxix).  Not only does 

Grand emphasize its regular presence, she outlines both its almost supernatural ability to 
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permeate every inch of the narrative space and its ability to extend over a large geographic 

spaĐe: ͞The fouƌ ǁiŶds of heaǀeŶ ďǇ daǇ aŶd Ŷight spƌead it aďƌoad oǀeƌ the gƌeat ǁiĐked ĐitǇ, 
and over the fair flat country, by many a tiny township and peaceful farmstead and scattered 

hamlet, on, on, it was said, to the sea—to the sea, ǁhiĐh ǁas tǁeŶtǇ ŵiles aǁaǇ!͟ 
(HT xxix).  The chime is not just a melody, Grand tells us, it is part of the people, of the town—
and of the composition.  As if the ŶotatioŶ͛s plaĐeŵeŶt aŶd the pƌoeŵ͛s foĐus oŶ the Đhiŵe 
ǁasŶ͛t eŶough to iŶdiĐate its iŵpoƌtaŶĐe, GƌaŶd poiŶts the ƌeadeƌ diƌeĐtlǇ to the Đhiŵe as 
͞ǁoƌth a thought,͟ ǁƌitiŶg that ͞eǀeƌǇthiŶg iŶ the ǁoƌld that is ǁoƌth a thought ďeĐoŵes food 
for controversy sooner or later, and the chime was no exception to the rule.  Differences of 

opinion regarding it had always been numerous and extreme, and it was amusing to listen to 

the ǁoƌdǇ ǁaƌfaƌe ǁhiĐh ǁas ĐoŶtiŶuallǇ ďeiŶg ǁaged upoŶ the suďjeĐt͟ ;HTxl).  The reader, 

then, is not only primed to pay close attention to the chime, but is also introduced to the chime 

as the main melody, with a chorus of voices surrounding and supporting it (out of which, 

perhaps, emerge the main harmonies of Evadne, Angelica, and Edith).  

<13> The proem discusses the chime at length; indeed, the first six pages are devoted to the 

chime and its varying effects on the people who hear it.  The notation appears a second time on 

page xliii, the fifth page of the proem, amongst this discussion, and also as part of the text 

rather than a separate entity.  It is not announced, or paused for, it simply falls in between two 

paragraphs about the chime—GƌaŶd͛s ŵelopoetiĐ ĐoŵpositioŶal ŶotatioŶ is Ŷoǁ iŶ full 
swing.  The chime then introduces the reader to the first characters, a young collier and an old 

sailor.  Its music floats over the land to a barge on a river, on which the young collier rides, 

͞filliŶg the aiƌ ǁith ŵusiĐ, ďut ĐoŵiŶg fƌoŵ Ŷo oŶe Đould tell ǁheŶĐe͟ ;HT xlv).  Like the earlier 

notation as part of the narrative, here the linguistic description presents the chime as part of 

the land, and the story.  Grand again prepares the reader to carry the chime throughout the 

Ŷoǀel: ͞ChaŶge folloǁed ĐhaŶge, ďut the Đhiŵe ǁas iŵŵutaďle.  And always, whatever came, it 

rang out calmly over the beautiful old city of Morningquest, and entered into it, and was part of 

the life of it, ŵiǆiŶg itself iŵpaƌtiallǇ ǁith the good aŶd eǀil͟ ;HT xlvi).  Just as the chime weaves 

its way through the life of the city, so it weaves its way through the entire text.  Throughout the 

proem, Grand goes to great lengths to ensure that the readers remember the chime as they 

progress through the novel, and the final lines of the proem even imply that the chime plays 

some role in each chaƌaĐteƌ͛s fate, thus Ŷot oŶlǇ ďeĐoŵiŶg paƌt of the Ŷaƌƌatiǀe, ďut soŵehoǁ 
diƌeĐtiŶg it: ƌegaƌdiŶg the Đhiŵe, GƌaŶd ǁƌites, soŵe people ͞ďelieǀed that foƌ eǀeƌǇoŶe a 
special hour would come, when they would be called, and then left to decide, as it were, 

between life and death-in-life; if they accepted life, the next message would be fraught with 

strength and help and blessing; but if they rejected it, the bells would utter their condemnation, 

aŶd leaǀe theŵ to theiƌ fate͟ ;HTxlvii).  So the chime introduces the novel, frames the narrative, 

and appears throughout the text both in notation and in melopoetic discourse—truly, this is 

melopoetic composition.  
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<ϭϰ> FolloǁiŶg the pƌoeŵ, the Đhiŵe ŶotatioŶ͛s Ŷeǆt appeaƌaŶĐe agaiŶ ŵiŵiĐs its ƌole iŶ the 
novel.  It finds Mrs. Orton Beg alone.  “he heaƌs the ĐloĐk ďegiŶ to stƌike, aŶd ͞ƌaises heƌ head 
to listen . . . The chime rolled out over the storm-stained city: [chime notation] Mechanically 

Mrs. Orton Beg repeated the phrase with each note as it floated forth, filliŶg the sileŶt spaĐes͟ 
(HT71).  Much like Mrs. Orton Beg, the reader is again directed to keep the phrase in the 

background, where it maintains a steady presence, occasionally floating forth and filling the 

͞sileŶt spaĐes͟ of the teǆt ďetǁeeŶ ŶotatioŶs.  The notation also takes on a life of its own at 

times, functioning almost as a character and as dialogue.  IŶ the ŶotatioŶ͛s fouƌth appeaƌaŶĐe, 
it iŶteƌƌupts EǀadŶe just as she pƌepaƌes to aŶsǁeƌ Mƌs. OƌtoŶ Beg͛s ƋuestioŶ aďout heƌ ŵaƌital 
state.  

The cathedral clock began to strike . . . It seemed to be listening, to be waiting, and 

Evadne waited and listened too, raising her head.  There was a perceptible, momentary 

pause, then came the chime, full, round, mournful, melodious, yet glad too, in the 

strength of its solemn assurance, filling the desolate regions of sorrow and silence with 

something of hope whereon the weary mind might repose: [chime notation]  When the 

last reverberation of the last note had melted out of hearing, Evadne sighed; then she 

straightened herself, as if collecting her energy, and began to speak. (HT 76) 

Here, the chime appears as a third character, in conversation with Evadne and her aunt.  It 

silences Evadne, whose victimization at the hands of Victorian society has begun in earnest; the 

lǇƌiĐs, the ĐoŶstaŶt ͞He, ǁatĐhiŶg͟ the fleeiŶg EǀadŶe, takes oŶ siŶisteƌ uŶdeƌtoŶes, like a 
patriarchal watchdog.  Neither character hears nor reads the lyrics, of course, only the reader 

does, but the words are so attached to the notes that the sound creates both word and music 

at once, regardless of its word-less presentation.  IŶ the ŶotatioŶ͛s fifth appeaƌaŶĐe, it is ǁoƌth 
noting, the chime again interrupts a conversation, but comes as a comfort to a decidedly non-

victimized character: the Duke of MoƌŶiŶgƋuest, ǁho ͞took off his little ƌouŶd ďlaĐk ǀelǀet Đap, 
and leant forward, listening intently . . . It was the habit of the old duke to listen for it hour by 

houƌ͟ ;HT 147).  The notation takes on a life of its own, changing shape depending on the 

interpretation of the listener, but providing a constant rhythm in the text, melting into the 

linguistic narrative. 

<ϭϱ> The Đhiŵe ďeĐoŵes paƌt of the Ŷaƌƌatiǀe oŶĐe agaiŶ, this tiŵe aĐĐoŵpaŶied ďǇ Edith͛s 
melody.  Poor Edith, whose fate is by now sealed, has returned home with her syphilitic 

child.  Heƌ ŵotheƌ iŶƋuiƌes aďout the aƌƌiǀal of Edith͛s husďaŶd, aŶd as Edith aŶsǁeƌs, the 
chime rings.  Edith fƌoǁŶs, aŶd ƌeŵaƌks that she ǁishes ͞those ďells Đould ďe stopped͟ aŶd that 
theǇ ͞deafeŶ͟ heƌ ;HT 285).  Edith, dominated, ruined, and eventually killed by a system which 

serves her up to a diseased husband (who escapes largely unscathed, other than suffering the 

impact of having a Bible thrown at his head by Angelica), is deafened by the message of being 
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watĐhed ďǇ ͞Hiŵ.͟  TheŶ, the ŶotatioŶ͛s siǆth appeaƌaŶĐe ĐoŵŵeŶĐes.  Part of a larger group, 

Dr. Galbraith observes Edith and silently diagnoses her disease.  The notation and the chime 

again become part of the dialogue: 

The chime rolled through the room, a deafening volume of sound, in long 

reverberations, from amidst which the constant message disentangled itself as it were, 

but distinctly, although to each listener with a different effect: [chime notation]  It 

awoke Dr. Galbraith from a train of painful reflections; it reassured the bishop; and it 

made Angelica fret for Diavolo remorsefully. (HT 293) 

The Đhiŵe iŶteƌaĐts ǁith eaĐh ĐhaƌaĐteƌ diffeƌeŶtlǇ, ƌepƌeseŶtiŶg eitheƌ ͞a ǁaƌŶiŶg, oƌ a 
pƌoŵise͟ ;HT xxxix).  The colon preceding the notation is an interesting choice—it is not a full 

stop, then the notation, but rather a punctuation mark which indicates continuation of an 

idea.  This reinforces the intricate link between the musical and linguistic notation: they are of 

the same thought, part of the same composition. 

<ϭϲ> The ͞IŶteƌlude͟ ĐoŶtaiŶs the Ŷeǆt fouƌ of the Đhiŵe͛s ŶotatioŶs.  As such, the notation is 

the one textual element that is constant between the main movements and the interlude.  This 

Book is very different from the others, but its alternate melody is punctuated by brief 

appearances of the main theme.  It appeaƌs oŶ page ϯϳϭ, ͞ǀoiĐelike, Đleaƌ, aŶd ƌesoŶaŶt,͟ 
ďeĐoŵiŶg paƌt of ďoth the TeŶoƌ͛s iŶteƌŶal teƌƌaiŶ aŶd the eǆteƌŶal settiŶg iŶ ǁhiĐh he sits.  In 

its next appearance, the notation occurs as part of the dialogue between the Tenor and the 

BoǇ, iŶspiƌiŶg fuƌtheƌ disĐussioŶ as it pƌoŵpts the BoǇ to ask, ͞Do Ǉou ďelieǀe it?͟ ;HT 376), 

ŵeaŶiŶg, does the TeŶoƌ ďelieǀe that theƌe is a ͞He͟ ǁatĐhiŶg out foƌ theŵ at all 
times.  Naturally, the Boy—a transgressive Angelica in masculine disguise—hates the 

chime.  The Tenor, however, loves it, and it is cited as having brought him to Morningquest, and 

thus to his fate: iŶ the Đhiŵe͛s ŶiŶth ŶotatioŶ, the TeŶoƌ heaƌs it oŶ the seashoƌe iŶ CoƌŶǁall, 
where he sits in despair, and considers it a call to return to Morningquest.  The chime, 

displaying melopoetic agency, leads the Tenor to his current life.  The Đhiŵe͛s teŶth ŶotatioŶ, 
and the final notation in the Interlude, again finds the Tenor and the Boy together, and blends 

with their voices.  Theiƌ siŶgiŶg ͞iŶ tuƌŶ Ƌuiǀeƌed iŶto sileŶĐe, aŶd all ǁas still—only for a 

moment, though, for the clocks had struck unheeded, and now the chime rang out through the 

sultry air, voice-like, clear, and resonant: [chiŵe ŶotatioŶ]͟ ;HT 441).  The entire passage is a 

description of music, but the notational style shifts from words to notes with hardly a 

pause.  TǁiĐe it is desĐƌiďed as ͞ǀoiĐe-like, Đleaƌ, aŶd ƌesoŶaŶt͟ ;HT 371, 441), emphasizing its 

role in the narrative not just as a simple chime but rather as musical dialogue. 

<17> Just as the chime guided the Tenor to his life in Morningquest, so it accompanies him to 

his death.  In its penultimate appearance, the notation is placed alongside a sick and dying 

TeŶoƌ: ͞It ǁas all ͚His Will͛ to the TeŶoƌ, aŶd foƌ his sake theƌe ǁas ŶothiŶg he ǁould Ŷot haǀe 
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borne heroically.  [chime notation]  His cough was much worse that day, the pain in his chest 

was more acute, and his temperature rose higher and higher, yet he did not ĐoŵplaiŶ͟ 
(HT 503).  Interestingly, the chime here is not even mentioned, as it usually is when the 

notation appears; now it is just part of the text, part of the fabric of the narrative.  The Tenor 

hears the chime as he dies, and his death is marked by the phƌase ͞aŶd Ŷoǁ [the Đhiŵe] Ŷeǀeƌ 
Đeased foƌ hiŵ͟ ;HT510).  The chime ceases for the reader, however—in its printed musical 

form, anyway—shortly after, when it meets Angelica and her grandfather the duke in its final 

notation (HT 534).  Though the duke does not see or hear the words, he repeats them, as, by 

now, can the reader.  

<18> By the end of the novel, the chime shifts from verbal music and becomes a form of word 

music.  The reader hears the music even when the notation is not present, as is frequently the 

case.  The chime is mentioned regularly throughout the novel, not just when the notation 

appears, but the combined effect is one in which the reader retains knowledge of the notation 

and thus understands linguistic descriptions of the chime in a musical context.(4)   Word 

music—͞aŶ atteŵpt at liteƌaƌǇ iŵitatioŶ of souŶd͟—appears elsewhere in the novel, too, 

addiŶg laǇeƌs to the ŵelopoetiĐ Ŷatuƌe of GƌaŶd͛s ĐoŵpositioŶ.  In the ͞IŶteƌlude,͟ GƌaŶd 
desĐƌiďes the TeŶoƌ͛s siŶgiŶg iŶ gƌeat detail, so ŵuĐh that it ƌesoŶates iŶ the ƌeadeƌ͛s ŵiŶd as 
siŶgiŶg, Ŷot as Ŷaƌƌatiǀe: ͞The fiƌst Ŷote he utteƌed ǁas a loŶg crescendo of such rich volume 

and so sweet, that the people held their breath and looked up . . . It was as if a delicious spell 

had been cast upon the congregation, which held them bound until the last note of the 

exquisite voice, even the last reverberation of the organ accompaniment, had trembled into 

sileŶĐe͟ ;HT 360).  The singing, along with the organ, is to be imagined by the reader.  The stark 

sileŶĐe afteƌ ƌeiŶfoƌĐes the eaƌlieƌ souŶd, ďoth iŶ the Ŷaƌƌatiǀe aŶd iŶ the ƌeadeƌ͛s 
imagination.  Adding to the melopoetic nature of the scene, the singer is referred to not by his 

Ŷaŵe ďut as ͞The TeŶoƌ,͟ thus ďleŶdiŶg ŵusiĐal sĐoƌe aŶd fiĐtioŶal Ŷaƌƌatiǀe.  

<ϭϵ> AŶgeliĐa͛s ǀioliŶ plaǇiŶg is desĐƌiďed as ǁoƌd ŵusiĐ, too.  IŶ the ͞IŶteƌlude,͟ as the BoǇ, 
AŶgeliĐa plaǇs foƌ the teŶoƌ: ͞[The BoǇ] dƌeǁ a loŶg ŵelodious ǁail fƌoŵ the instrument, then 

lightly ran up the chromatic scale and paused on an upper note for an instant before he began, 

with perfect certainty of idea and marvellous modulations and transitions in the expression of 

it, to ŵake ŵusiĐ that steeped the TeŶoƌ͛s ǁhole ďeiŶg iŶ ďliss͟ ;HT 403).  Grand does not just 

saǇ ͞The BoǇ plaǇed ǀioliŶ,͟ ďut ƌatheƌ desĐƌiďes the souŶd of it, the Ŷotes he plaǇed, the effeĐt 
it has, all in melopoetic terms.  The reader hears both the words and the music.  Similarly, 

Grand creates word ŵusiĐ ǁith AŶgeliĐa͛s ďad plaǇiŶg as ǁell.  When trying to drive her 

husband away from the house, Angelica picks up her violin:  

She made it screak; she made it wail; she set her own teeth on edge with the horrid 

discords she drew from it.  It crowed like a cock twenty-five times running, with an 

http://www.ncgsjournal.com/issue103/dunst.htm#note4
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interval of half a minute between each crow.  It brayed like two asses on a common, one 

answering the other from a considerable distance.  And then it became ten cats 

quarreling crescendo, with a pause after every violent outburst, broken at well-judged 

intervals by an occasional howl. (HT 472) 

This time, Grand assigns not only a dynamic action to the piece—a crescendo—but also gives a 

desĐƌiptioŶ of the speĐifiĐ souŶds aŶd the tiŵiŶg of AŶgeliĐa͛s plaǇiŶg.  It may not be beautiful 

music, but the words certainly evoke sounds.  Thus, throughout The Heavenly Twins music 

permeates multiple layers of the text, creating a melopoetic composition that is both music and 

literature.  In its final pages, with Dr. Galbraith taking up the melody line, the narrative 

desĐƌiďes a laƌk ͞siŶgiŶg soŵeǁheƌe out of sight—Die Lerche, die im augen nicht, / Doch immer 

in den ohren ist—and the ripples of undecipherable sound struck some equally inarticulate 

Đhoƌd of seŶse͟ ;HT 613).  The musical language used speaks for itself.  The lark here can stand 

as a ŵetaphoƌ foƌ the Đhiŵe͛s ŶotatioŶ, aŶd foƌ ŵusiĐ iŶ the teǆt: we might not always be able 

to see it, ďut GƌaŶd͛s ǁeaǀiŶg togetheƌ of the tǁo ĐoŵpositioŶal ŵedia eŶsuƌes that it is alǁaǇs 
in our ears. 

             

<20> If Grand ends her text with a grand finale, Egerton begins hers with a great 

crash.  Charlotte Purkis ǁƌites that ͞Geoƌge EgeƌtoŶ͛s Keynotes (1893) . . . downplayed plot, 

invoking music as a metaphor for exploring the motivations of women characters in a series of 

ŵoŵeŶts͟ ;ϮϬϬͿ.  As is usual with references to music in New Woman fiction, this is a mere side 

note (or, more specifically, a footnote) in a separate discussion.  It is, however, an interesting 

one, and hints at what I will argue here: that Egerton ignored the conventions of fiction and 

turned to musical conventions instead, creating melopoetic compositions in which the music 

informs the fiction.  Like Grand, her short story collections can be seen as imitating traditional 

musical forms.  Her collections are given musical names, and they are divided into short stories, 

much like the movements of a symphony.  Again, however, this is but the most basic element of 

EgeƌtoŶ͛s ŵelopoetiĐ ĐoŵpositioŶ, ǁhiĐh iŶ ŵaŶǇ ǁaǇs is eǀeŶ ŵoƌe Đoŵpleǆ—and much more 

͞ŵodeƌŶist͟—thaŶ GƌaŶd͛s.  Egerton also uses musical notation in her work, assigning a 

particular chord to certain stories—͞A PsǇĐhologiĐal MoŵeŶt͟ ďegiŶs ǁith a dissoŶaŶt Đhoƌd, iŶ 
foƌtissiŵo; Paƌt II of ͞The ‘egeŶeƌatioŶ of Tǁo͟ ďegiŶs ǁith a G ŵiŶoƌ Đhoƌd, iŶ 
pianissimo.  This is a fasĐiŶatiŶg ŵoǀe oŶ EgeƌtoŶ͛s paƌt—why those stories? why those chords? 

why those dynamics?—and one which is very unusual, if not unique, for the time.  EgeƌtoŶ͛s 
narrative style is a seamless and thorough blend with musical composition—her characters are 

frequently unnamed and time and plot are unusually fluid, moving the stories away from 

traditional nineteenth-century literary form, and the narratives often contain descriptive 

musical scenes, from bird song to guitar strumming to supernatural piano playing.  It is as 

though EgeƌtoŶ͛s ĐoŵpositioŶs are music, but written in words rather than musical notation.   
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<Ϯϭ> WheŶ lookiŶg foƌ eǀideŶĐe of ŵelopoetiĐ ĐoŵpositioŶ iŶ EgeƌtoŶ͛s ǁoƌk, the logiĐal 
starting point would be the titles of the works themselves.  All are melopoetic terms, 

appropriate in both literary and musical discourse.  A keynote is the principal idea in a piece of 

literature; a keynote in music, otherwise known as the tonic, is the root of the key signature, 

the first note in the chosen scale (so if a piece was in G major, the keynote would be 

G).  Discord indicates both a lack of agreement (or harmony?) and dissonant musical sound, 

harsh and jarring.  “iŵilaƌlǇ, though the ǁƌitteŶ ǁoƌd ͞disĐoƌd͟ does Ŷot iŶĐlude the letteƌ ͞h,͟ 
as iŶ ͞Đhoƌd,͟ it is hoŵoŶǇŵiĐ ǁheŶ spokeŶ, aŶd ĐeƌtaiŶlǇ eǀokes ŵusiĐal chords which are 

discordant.  The word symphony is less literary and more musical—the melopoetic element 

comes in when one considers that the symphony in question is not a complex musical piece of 

multiple movements, but rather a complex fictional piece of multiple stories; assigning it the 

Ŷaŵe ͞sǇŵphoŶǇ͟ seƌǀes to shift the ĐoŵpositioŶ fƌoŵ the puƌelǇ liteƌaƌǇ to the 
melopoetic.  Similarly, a fantasia is usually a musical composition in free or irregular form—by 

labeling her work Fantasias, Egerton asks the reader to consider it in a musical context.  That 

EgeƌtoŶ͛s puďliĐatioŶs aƌe Đalled Keynotes, Discords, Symphonies, and Fantasias, plural (rather 

than Keynote, Discord, etc.), emphasizes the plurality of the words: the collection contains 

multiple keynotes, multiple discords, multiple symphonies, multiple fantasias, and perhaps 

multiple uses of the terms—musical and literary.  Within these collections are individual stories, 

or movements, and these too contain melopoetic titles: for example, Symphonies ĐoŶtaiŶs ͞A 
NoĐtuƌŶe,͟ tǇpiĐallǇ ĐoŶsideƌed a ŵusiĐal ĐoŵpositioŶ ǁhiĐh eǀokes the Ŷight ;ŵade faŵous ďǇ 
ChopiŶ͛s ŶoĐtuƌŶesͿ, aŶd Fantasias featuƌes a stoƌǇ Đalled ͞The Elusiǀe MelodǇ,͟ ǁhiĐh is 
fitting—it is EgeƌtoŶ͛s soŵeǁhat elusiǀe ŵelopoetiĐ ŵelodǇ which I seek in this analysis. 

             

<22> Like Grand, Egerton employs the use of musical notation in literary text.  While the effect 

of creating an overarching musical theme throughout the text is shared between the two 

authoƌs, EgeƌtoŶ͛s use of ŵusiĐal ŶotatioŶ diffeƌs sigŶifiĐaŶtlǇ fƌoŵ GƌaŶd͛s.  Rather than using 

a recognized piece of text multiple times, Egerton assigns two of her stories in Discords—the 

first and the last—their own key signature and relevant chord.  The first of these appears, like 

in The Heavenly Twins, before the literary text, and in this case even before the title.  The 

page͛s ĐoŶteŶt is oƌdeƌed thus: Đhoƌd, title ;͞A PsǇĐhologiĐal MoŵeŶt at Thƌee Peƌiods͟Ϳ, suď-

title ;͞I. The Child͟Ϳ, teǆt.  The chosen chord is in the key of G minor, and has G as its keynote: 
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The minor key signature creates a feeling of sadness or gloom, or perhaps foreboding.  In the 

bass clef, the chord is a standard G octave tonic root.  But in the treble clef, things are not so 

straightforward.  The notation contains two accidentals, F sharp and G sharp, the semi-tonal 

neighbors to either side of the tonic G.  So, when played, there is a standard G minor chord—
the G in the bass clef, then the two B flats (top and bottom note) and one D in the treble clef—
but then also an F sharp and a G sharp, effectively playing three semi-tones at once (F#, G, and 

G#).  This is an incredibly discordant sound, designed intentionally by Egerton to be so.  The 

chord is especially jarring when the dynamic is taken into account: it is written as fortissimo, or 

very loud.  The chord, then is loud, dissonant, clashing; it creates anxiety, tension, a startling or 

perhaps even frightening cacophony of sound.  It almost looks like an attempt to play a G minor 

chord, marred by interference: when played on a piano, it is as though someone or something 

sŵashed the plaǇeƌ͛s ƌight haŶd to the keǇďoaƌd, hittiŶg thƌee adjaĐeŶt keǇs at oŶĐe.  The 

entire chord evokes a lack of harmony from its sound to its actual notation, as the accidentals 

are marked as F sharp and G sharp rather than G flat and A flat, which would be more 

consistent with the two-flat key signature.  Similarly, though the key signature is 4/4, there are 

only three beats in this measure: two of the chord, and one of rest.  It does not follow its own 

form.  The overall effect is one of harsh discord, and that is how the story—and the collection—
begins.     

             

<Ϯϯ> EgeƌtoŶ͛s “ǇŵphoŶǇ iŶ G MiŶoƌ, theŶ, ďegiŶs ŵuĐh as oƌĐhestƌal pieĐes do, ǁith sĐeŶe-

setting background: ͞The laŵp oŶ the ŶuƌseƌǇ taďle is Ǉet uŶlit, aŶd the ǁaŶiŶg daǇlight of the 
eaƌlǇ spƌiŶg thƌoǁs the paƌt of the ƌooŵ Ŷeaƌ the ǁiŶdoǁ iŶto Đold gƌeǇ shadoǁ͟ ;D 1).  In 

keeping with its key signature, the story has a melancholy beginning.  There is a quarrel (D 1), a 

coffin (D 2), a dreaded door (D 3); everything is dark and dreary and sad.  No names are given, 

other than naming an accent as that of a Dubliner.  A young child is ridiculed by her 

friends.  The stoƌǇ pƌogƌesses to paƌt tǁo, ͞The Giƌl,͟ aŶd paƌt thƌee, ͞The WoŵaŶ.͟  The story 

continues its fitting dissonance: a young girl observes the horrific abuse of a disabled boy in a 

ĐiƌĐus; a ǇouŶg ǁoŵaŶ is ďlaĐkŵailed iŶto ďeĐoŵiŶg a ŵaŶ͛s ŵistƌess, theŶ is disĐaƌded.  In the 

final lines, however, the mood lifts.  The ǁoŵaŶ iŶ ƋuestioŶ fiŶds hope iŶ the Ŷight skǇ: ͞“he 
wraps herself in a shawl and sits watching.  One great star blinks down at her like a bright glad 

eye, and hers shine steadily back with the somber light of an undaunted spirit waiting quietly 

foƌ the daǁŶ to ďƌeak, to take the fiƌst step of heƌ Ŷeǁ life͛s jouƌŶeǇ͟ ;D 66).  The discord is 

(momentarily) resolved.  Perhaps the accidentals are taken out of the chord, thus changing it to 

a standard G minor—very beautiful and pleasant in its minor way—or perhaps even modulating 

it without notation to a G major.  Whatever the overtone, the end is decidedly hopeful, in 

discord with the discord.  
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<24> The second and last appearance of musical notation comes at the end of Discords, again 

prefacing the fiŶal seĐtioŶ of the ĐolleĐtioŶ at the staƌt of ͞The ‘egeŶeƌatioŶ of Tǁo,͟ paƌt 
two.  This time, the chord is free of accidentals, and is marked pianissimo, or very soft: 

 

IŶ ĐoŶtƌast to the eaƌlieƌ Đhoƌd͛s ǀioleŶt Ŷoise aŶd haƌsh souŶd, this Đhoƌd is Ƌuiet, gentle, 

minor, a standard G minor chord.  It is interesting that while both chords are notated as half 

notes in 4/4 time, the second has two beats of rest before the end: the chord plays quietly, and 

the song ends with silence of equal length.  The measure has the appropriate number of beats, 

and all is in order.  The literary text begins: 

Snow everywhere!  A white world wrapped in a snowy shroud, under a grey-white sky . . 

. A twig crackling in the wood, the brittle snap of a branch under its weight of snow, the 

rattling rush of icicles as it crashes to the ground, the hoarse startled call of capercailzie; 

every sound is as crisply distinct in the clear stillness, as a sibilant whisper in a hushed 

room. (D 202)    

Everything is clean and crisp, a fresh fall of snow to match the freshly-unburdened chord.  The 

chord opens the section, but in the rest the sound of the world takes over the melody.  And 

iŶdeed, the souŶd of the stoƌǇ seeŵs to take oǀeƌ the Đhoƌd iŶ the fiŶal liŶes: ͞AŶd outside the 
snow falls softlǇ aŶd the daƌkŶess gatheƌs, ďut iŶside the ŵusiĐ of ǁoŵeŶ͛s ǀoiĐes siŶgiŶg at 
theiƌ ǁoƌk aŶd the patteƌ of ĐhildƌeŶ͛s feet aŶd ĐooiŶg laughteƌ fill the house iŶ ǁhiĐh loǀe is 
ŵakiŶg a ĐaƌŶiǀal of ƌoses͟ ;D 253).  The snow, like the G minor key signature, remains 

constant, and the threat of dissonance lurks in the gathering darkness, but the happy song 

within has drowned out the minor chord.  EgeƌtoŶ͛s ŵiŶoƌ ĐoŵpositioŶ eŶds ǁith a ŵajoƌ 
flourish.   

             

<25> Certainly the G minor key and chord were deliberately chosen by Egerton.  The theme of 

the collection is almost entirely made up of stories containing tragic women whom society 

forces into unhappy situations, then blames and shuns them for some aspect which, Egerton 

implies, is beyond their control: a woman disgraced for sexual impropriety which she did not 

agree to, another humiliated by using alcohol as a coping mechanism for her disastrous 

fate.  There are unwanted pregnancies, a forced infanticide, and repeated scenes of what we 

would now call rape and domestic violence.  What these women have in common is their 

shared victimization at the hands of men and society, who provide the discord.  So perhaps G 
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ŵiŶoƌ, ǁith its sad ďeautǇ, is a ŵusiĐal ŵetaphoƌ foƌ ǁoŵeŶ͛s liǀes.  For Egerton, women 

existed in a minor key—but the potential for beauty never left them. 

             

<Ϯϲ> While ŵusiĐal ŶotatioŶ oŶlǇ appeaƌs tǁiĐe iŶ EgeƌtoŶ͛s ĐoŵpositioŶs, she Đƌeates ǁoƌd 
music throughout all four collections treated here.  Keynotes ďegiŶs ǁith ͞A Cƌoss LiŶe,͟ ǁhiĐh 
in turn begins with word music: 

The ƌatheƌ flat Ŷotes of a ŵaŶ͛s ǀoiĐe float out iŶto the Đleaƌ aiƌ, siŶgiŶg the ƌefƌaiŶ of a 
popular music-hall ditty.  There is something incongruous between the melody and the 

surroundings.  It seems profane, indelicate, to bring this slangy, vulgar tune, and with it 

the mental picture of footlight flare and fantastic dance, into the lovely freshness of this 

perfect spring day. (K 1)    

The first thing the reader hears is music, sort of dissonant music which clashes with the 

environment (a theme which, perhaps, Egerton expanded upon in her subsequent 

publication).  Afteƌ iŶtƌoduĐiŶg ͞the siŶgeƌ͟ aŶd the ǇouŶg ǁoŵaŶ oŶ ǁhoŵ the stoƌǇ ǁill 
focus, or the two main melodies, the orchestra creates the musical settiŶg: ͞a little ƌiǀeƌ ƌushes 
along in haste to join a greater sister that is fighting a troubled way to the sea . . . The tails of 

several ducks can be seen above the water, and the paddle of their balancing feet, and the 

gurgling suction of their bills as they search for larva can be heard distinctly between the hum 

of iŶseĐt, tǁitteƌ of ďiƌd, aŶd ƌustle of stƌeaŵ aŶd leaf͟ ;K 2-3).  These ͞iŶstƌuŵeŶts͟ pƌoǀide 
the background to the melody, which is always a duet either shared between the woman and 

the singer or the woman and her husband.  There is the occasional burst of melody, as the 

husďaŶd ͞ǁhistles softlǇ aŶd all out of tuŶe͟ ;K 8) while in the setting there sounds the screech 

of a hen (K 9) and the buzzing of a bee (K 10).   Nature provides constant music, and Egerton 

ĐaƌefullǇ desĐƌiďes its oƌĐhestƌa iŶ detail: ͞thƌough the ŵǇƌiad iŶdefiŶite souŶds Đoŵes the 
ƌegulaƌ sĐƌape of a stƌiĐkle oŶ the sĐǇthe of a ƌeapeƌ iŶ a ŶeighďouƌiŶg ŵeadoǁ͟ ;K 18), 

providing the rhythm section.  TheŶ, ͞she faŶĐies heƌself iŶ Aƌaďia,͟ aŶd ͞Heƌ thoughts shape 
themselves into a wild song, a song to her steed of flowing man and satin skin; an uncouth 

ƌhǇthŵiĐal jiŶgle ǁith a feǀeƌish ďeat͟ ;K 19).  The reader is provided with more of an auditory 

experience than visual: it is this wild Arabian song which one imagines while one reads. 

<27> The soundscape of Keynotes ĐoŶtiŶues to ďe eǆtƌaoƌdiŶaƌilǇ ǀiǀid: as ͞A Cƌoss LiŶe͟ ǁiŶds 
doǁŶ, ͞theƌe is a loŶg sileŶĐe, the suŶ is ǁaŶiŶg aŶd the sĐǇthes aƌe silent, and overhead the 

Đƌoǁs aƌe ĐiƌĐliŶg, a ĐƌoakiŶg iƌƌegulaƌ aƌŵǇ, hoŵeǁaƌd ďouŶd fƌoŵ a loŶg daǇ͛s pillage͟ 
(K29).  This again constitutes a dissonant sound in the orchestra.  Egerton even assigns a tone 

(or perhaps an instrument) to certain sounds, as ͞a ďee ďuzzes iŶ aŶd fills the ƌooŵ ǁith his 
ďass Ŷote͟ ;K 31).  The ƌhǇthŵ seĐtioŶ is highlighted, as she ͞heaƌs the shaƌp thƌust of his spade 
aďoǀe the ďee͛s huŵ, leaf ƌustle, aŶd the ŵǇƌiad late suŵŵeƌ souŶds that thƌill thƌough the aiƌ͟ 
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(K 32).  Again, this description is more vividly aural than visual.  This continues 

throughout Keynotes, with guitars twanging merrily and tambourines rattling (K 146), and even 

the aďseŶĐe of Ŷoise is ŵeŶtioŶed: iŶ ͞The “pell of the White Elf,͟ foƌ eǆaŵple, the Ŷaƌƌator 

oďseƌǀes the settiŶg͛s oƌĐhestƌatioŶ: ͞Theƌe is Ŷo souŶd ďut a lappiŶg ǁash of ǁateƌ at the side 
of the steaŵeƌ . . . I ĐaŶŶot ŵake out ǁhǇ theƌe is suĐh a sileŶĐe͟ ;K 76).  In the space of noise, 

there is silence—but the soundtrack is always mentioned, all the way to the closing lines 

of Keynotes: ͞AŶd the Ŷight ďƌeeze siŶgs sadlǇ to the thƌuŵŵiŶg of uŶseeŶ haƌps, aŶd soothes 
her troubled spirit with tender whisperings that only the stricken in soul can catch in snatches 

fƌoŵ the spiƌit of Ŷatuƌe͟ ;K 184).  This musical language of singing and harps creates a word 

music background as Keynotesends.        

             

<28> Word music is similarly evoked in Discords, and often to cue a changing setting: in part 

tǁo of ͞A PsǇĐhologiĐal MoŵeŶt at Thƌee Peƌiods,͟ a ƌuƌal DutĐh settiŶg is ŵusiĐalized ďǇ the 
͞tiŶk, tiŶk, tiŶk͟ of the ďell-cow (D 10).  Lateƌ, iŶ ͞GoŶe UŶdeƌ,͟ the aƌƌiǀal iŶ LoŶdoŶ͛s haƌďoƌ is 
heƌalded ďǇ ͞the souŶd of ďells . . . the ďlast of foghoƌŶs, aŶd the shƌiek of ǁhistles, aŶd the 
rumbliŶg huŵ of the ĐitǇ͟ ǁhiĐh ͞ŵiŶgle iŶ a gƌeat sǇŵphoŶǇ͟ ;D 106).  The livestock below 

ďegiŶ to ͞loǁ deeplǇ͟ ;D 106).  IŶ ͞The ‘egeŶeƌatioŶ of Tǁo,͟ the ƌuƌal settiŶg is agaiŶ a tǇpe of 
ďell: the jiŶgle ďells oŶ FƌueŶ͛s sleigh ;D 236-237).  The interiority of the Fruen in question is 

desĐƌiďed iŶ distiŶĐtlǇ ŵusiĐal laŶguage: ͞“he has fouŶd fƌesh iŶteƌests, Ŷeǁ duties, aŶ 
ambition, and . . . no love will ever satisfy her wholly; it will never be more than one note; true, 

a grand note, in the harmony of union; ďut Ŷot the haƌŵoŶǇ͟ ;D 246).  Loǀe pƌoǀides ͞oŶe 
Ŷote͟ iŶ EgeƌtoŶ͛s disĐoƌdaŶt sǇŵphoŶǇ.  In what turned out to be a keynote in Keynotes, 

EgeƌtoŶ ǁƌote the folloǁiŶg: ͞Natuƌe has eǀeƌ a disĐoƌdaŶt Ŷote iŶ its sǇŵphoŶǇ͟ ;K 140).  It is 

clear that music and disĐoƌd aƌe a ĐoŶstaŶt theŵe of EgeƌtoŶ͛s.  Like the repertoire of a musical 

Đoŵposeƌ, EgeƌtoŶ͛s ĐoŵpositioŶs eaĐh haǀe theiƌ oǁŶ flaǀoƌ, theiƌ oǁŶ toŶe, theiƌ oǁŶ 
subject matter, and, in the case of Discords, their own key signature.   

             

<29> A more overt manifestation of melopoetic composition, but one which includes a 

fascinating space for author/reader co-composition, is that of musical compositions that appear 

within literary composition.  Grand writes songs within her novels, most notably the heavenly 

tǁiŶs͛ huŵoƌous paƌodies, aŶd EgeƌtoŶ ofteŶ ƌefeƌeŶĐes speĐifiĐ soŶgs aŶd theiƌ lǇƌiĐs iŶ heƌ 
texts.  The melodies are not specifically stated, thus creating a sort of reader-based musical 

composition within the literary work—readers create a melody for the songs in their head as 

they read the lyrics.  This is “Đheƌ͛s ǀeƌďal ŵusiĐ ;͞aŶǇ liteƌaƌǇ pƌeseŶtatioŶ of eǆistiŶg oƌ 
fiĐtitious ŵusiĐal ĐoŵpositioŶs͟Ϳ at its ďest, aŶd adds Ǉet aŶotheƌ laǇeƌ to Neǁ WoŵaŶ fiĐtioŶ͛s 
melopoesis. 

             

<ϯϬ> Eǆaŵples of this ǀeƌďal ŵusiĐ oĐĐuƌ eaƌlǇ iŶ GƌaŶd͛s toŵe, ǁith the tǁiŶs AŶgeliĐa aŶd 
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Diaǀolo pƌoǀidiŶg ďoth ĐoŵiĐ ƌelief aŶd eǀideŶĐe of a ǁoŵaŶ͛s ŵusiĐal ĐoŵpositioŶal 
abilities.  The twins argue over blocked light while painting; the scuffle is resolved when 

AŶgeliĐa deĐlaƌes, ͞Let͛s ŵake it iŶto a soŶg͟ ;HT 29).  “he theŶ siŶgs: ͚͞No light haǀe ǁe, aŶd 
that we do resent, / And, learning, this the weather will relent, / Repent!  Relent! Ah-ŵeŶ,͛ 
Angelica sang.  Diavolo paused with his brush halfway to his mouth, and nodded 

intelligently.  ͚Noǁ!͛ said AŶgeliĐa, aŶd theǇ ƌepeated the paƌodǇ togetheƌ, AŶgeliĐa ŵakiŶg a 
peƌfeĐt seĐoŶd to Diaǀolo͛s eǆƋuisite tƌeďle͟ ;HT 30).  The lyrics to the improvised song are set 

apart from the text, indented and slightly smaller than their surrounding narrative, marking a 

decided change in reading style: we were reading a narrative, and now we are reading a 

song.  The melody is composed by the reader, twice—fiƌst ǁith AŶgeliĐa͛s solo, theŶ ǁith 
Diaǀolo͛s haƌŵoŶǇ, iŶ ͞eǆƋuisite tƌeďle,͟ oƌ a higheƌ ƌegisteƌ.  A similar scene occurs when the 

tǁiŶs siŶg ͞aŶ aŶtheŵ͟ foƌ EǀadŶe, pƌesuŵaďlǇ of theiƌ oǁŶ ĐƌeatioŶ: 

͞Papa—Papa—Papa,͟ –they sang—͞Papa saǇs—that we—that we—that we       are little 

devils!  And so we are—we are—we are and ever shall be—ǁoƌld ǁithout eŶd.͟  ͞I aŵ a 
Đhip,͟ Diaǀolo tƌilled eǆƋuisitelǇ; ͞I aŵ a Đhip.͟  ͞Thou      art a chip—Thou aƌt a Đhip,͟ 
Angelica responded.  ͞We aƌe ďoth Đhips,͟ theǇ ĐoŶĐluded haƌŵoŶiouslǇ—͞Đhips off the 
old—old block!  And as it was in the beginning is now and ever shall be, world without 

end.  AŵeŶ!͟ ;HT 31) 

This composition is not indented, but is italicized, again giving a visual marker to the reader of 

change from spoken word to sung.  It is difficult to say whether this was meant to be an original 

composition, or whether a Victorian reader would have recognized it as a parody of an existing 

melody—the eŶd of the tǁiŶs͛ tuŶe eĐhoes the doǆologǇ ͞Gloƌia Patƌi,͟ ďut Ŷot eǆaĐtlǇ, aŶd the 
rest of the song seems original.  Either way, for readers now, the act of reading this song 

iŶǀolǀes ŵusiĐal ĐoŵpositioŶ iŶ oŶe͛s head, aŶd ƌegaƌdless of faŵiliaƌitǇ ǁith the tuŶe, the 
tǁiŶs͛ Đall aŶd ƌespoŶse aŶd haƌŵoŶies ŵust ďe iŵagiŶed aloŶg ǁith the ǁoƌds.  Readers will 

thus be processing music and words simultaneously, and composing the melody 

themselves.  This comic song is similarly invoked later in the novel, when the Boy plays a piece 

ǁhiĐh seeŵs to ďe of AŶgeliĐa͛s ĐƌeatioŶ ;aŶd theƌefoƌe GƌaŶd͛s, aŶd thiƌdlǇ the ƌeadeƌ͛sͿ: 
͞[The BoǇ] took up his ǀioliŶ aŶd plaǇed a plaiŶtiǀe aiƌ, to ǁhiĐh he ĐhaŶted, ͚Theƌe ǁas a ŵeƌƌǇ 
dromedary / Waltzing on the plain; / Dromedary waltzing, dromedary prancing. / And all the 

people said, it is a sigŶ of ƌaiŶ / WheŶ theǇ saǁ the good ďeast daŶĐiŶg͛͟ ;HT 389).  Again, while 

the rhyme is original, the cadence of the song may have been immediately recognizable to a 

Victorian audience, but maybe not—and it is certainly not recognizable now.  Here, the reader 

iŵagiŶes ďoth the ǀioliŶ͛s ͞plaiŶtiǀe aiƌ͟ aŶd the BoǇ͛s ƌhǇthŵiĐ ĐhaŶt, ĐƌeatiŶg laǇeƌs of ŵeta 
writing: there is an act of melopoetic composition inspired by a melopoetic composition within 

a larger melopoetic composition.   
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<31> The songs Grand uses are not strictly humorous jingles, however, and some are eminently 

recognizable.  In particular, religious hymns appear frequently, usually sung by the Tenor, and 

written in evocative musical language: 

The ǁoƌds of adoƌatioŶ, ͞“aŶĐta Maƌia, “aŶĐta Dei GeŶetƌiǆ, “aŶĐta Viƌgo ǀiƌgiŶuŵ,͟ 
were uttered evenly on notes that admitted of the tenderest expression, while the 

suppliĐatioŶ, the ͞Oƌa pƌo Ŷoďis,͟ ƌose to the full Đoŵpass of the siŶgeƌ͛s ǀoiĐe, aŶd ǁas 
delivered in tones of passionate entreaty.  At the eŶd, iŶ the ͞AgŶus Dei,͟ the ŵusiĐ 
changed, dropping into the minor with impressive effect. (HT 372) 

Readers familiar with the hymns would have a pre-set melody in their heads, which plays while 

they read the words; those who are unfamiliar have still been given enough direction from 

Grand to hear the Latin chant and the minor chord resolution at the end of the well-known 

iŶǀoĐatioŶ, ͞AgŶus Dei.͟  Not satisfied with the assumption that most readers will know the 

hymn, Grand makes sure the song is carefully noted by writing the lyrics out in full, indented 

fƌoŵ the teǆt: ͞AgŶus Dei, Ƌui tollis peĐĐata ŵuŶdi, paƌĐe Ŷoďis DoŵiŶe, / AgŶus Dei, Ƌui tollis 
peĐĐata ŵuŶdi, eǆaudi Ŷos DoŵiŶe, / AgŶus Dei, Ƌui tollis peĐĐata ŵuŶdi, ŵiseƌeƌe Ŷoďis͟ 
(HT 372).  The music is teased out further when the narration describes the Tenor whistling it all 

ŵoƌŶiŶg; to ƌeallǇ ƌeiŶfoƌĐe the ŵelodǇ iŶ the ƌeadeƌ͛s ŵiŶds, GƌaŶd ǁƌites the fiƌst liŶe agaiŶ: 
͞AgŶus Dei, Ƌui tollis peĐĐata ŵuŶdi, paƌĐe Ŷoďis DoŵiŶe͟ ;HT 372).  Then, once more, the third 

line is recited as part of the text on the following page (HT 373).  Thus, the familiar strains of the 

͞AgŶus Dei͟ ƌiŶg iŶ the ƌeadeƌ͛s ŵiŶd thƌoughout this seĐtioŶ of the Ŷoǀel.  
             

<ϯϮ> Theƌe is oŶe ŵusiĐal ĐoŵpositioŶ iŶ the Ŷoǀel ǁhiĐh is ĐeƌtaiŶlǇ GƌaŶd͛s, aŶd ǁhiĐh 
illustrates the melopoetic compositional elements of The Heavenly Twins: Grand wrote both a 

narrative and a song, one woven into the other, and running simultaneously.  Grand tells the 

ƌeadeƌ that the soŶg, ǁhiĐh appeaƌs iŶ the TeŶoƌ͛s dƌeaŵ, does Ŷot Đoƌƌespond to any known 

melody.  The TeŶoƌ heaƌs hiŵself siŶgiŶg, aŶd ͞the ǁoƌds to ǁhiĐh the ŵusiĐ shaped itself iŶ his 
ŵiŶd ǁeƌe Ŷot the ǁoƌds of aŶǇ soŶg he kŶeǁ͟: 

These our actors, 

As I foretold you, were all spirits, and 

Are melted into air, into thin air: 

And, like the baseless fabric of this vision, 

The cloud-Đapp͛d toǁeƌs, the goƌgeous palaĐes, 
The solemn temples, the great globe itself; 

Yea, all which it inherit, shall dissolve; 

And, like this insubstantial pageant faded, 

Leave not a wreck behind.  We are such stuff 
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As dreams are made on, and our little life 

Is rounded with a sleep. (HT 386) 

The Ŷaƌƌatiǀe theŶ ƌetuƌŶs: ͞The last ǁoƌds ƌepeated theŵselǀes oǀeƌ aŶd oǀeƌ agaiŶ, oŶ 
different notes and in another key each time, and with such powerful emphasis that at last it 

aƌoused the TeŶoƌ͟ ;HT 387).  The final lines, repeated with a different melody and key 

sigŶatuƌe, aƌe fƌoŵ Pƌospeƌo͛s dialogue iŶ The Tempest, ďut the ŵusiĐal additioŶ is GƌaŶd͛s—
aŶd the ƌeadeƌ͛s.   Grand gives little musical help here, leaving readers free to interpret the 

song as they choose.  The melody will thus be different for every reader, and different from 

how Grand heard it, and perhaps different every time it is read, even by the same person; the 

song contains infinite compositional possibilities.  GƌaŶd͛s eǆteŶsiǀe eŵploǇŵeŶt of ǀeƌďal 
music creates a melopoetic composition, a novel which is consistently punctuated by song. 

             

<33> Egerton makes similar use of verbal music in her compositions, but is more given to using 

known melodies and, in keeping with her subject matter, often uses music in moments of 

discord.  A kŶoǁŶ ŵelodǇ, foƌ eǆaŵple, is used at the staƌt of ͞Noǁ “pƌiŶg Has Coŵe,͟ ǁhiĐh 
ďegiŶs ǁith lǇƌiĐs to a soŶg: ͞WheŶ the spƌiŶg tiŵe Đoŵes, geŶtle AŶŶie, aŶd the flowers are / 

blossoming on the plain! / Lal, lal, la, la, la, lallallalla, lal, lal, lal, la, la, la, la, la, / When the spring 

tiŵe Đoŵes, geŶtle AŶŶie, aŶd the ŵoĐkiŶ͛ ďiƌd is / siŶgiŶg oŶ the tƌee!͟ ;K 37).  The lyrics are 

to a soŶg Đalled ͞GeŶtle AŶŶie,͟ ďut theǇ aƌe ŵisŵaŶaged ďǇ the siŶgeƌ, ǁhiĐh the fiƌst liŶe͛s 
speaker points out.  The lyrics are dictated as a person would absentmindedly sing them, and 

ŵake the stoƌǇ͛s opeŶiŶg liŶes a ŵelopoetiĐ ďleŶdiŶg of siŶgiŶg aŶd speakiŶg.  Though this 

usage of ͞GeŶtle AŶŶie͟ is itself geŶtle eŶough, ŵusiĐ is ŵoƌe ĐoŵŵoŶlǇ used iŶ distuƌďiŶg 
ŵoŵeŶts, as ǁheŶ, iŶ ͞UŶdeƌ NoƌtheƌŶ “kǇ,͟ the household staff siŶgs iŶ aŶ effoƌt to pƌoteĐt 
themselves and the livestock from the drunken violence of the master (K 131).  Marie Larson, 

demon exorciser, calms the master with her song while the reader creates the melody: She 

͞ĐoŵŵeŶĐes iŶ NoƌǁegiaŶ a siŶg-song recitative like the drowsy buzz of a fly on a 

pane.  ͚YesteƌdaǇ ǁe had a ďazaaƌ, a ďazaaƌ iŶ the sĐhool-house, a bazaar for the poor black 

heathens in Africa.  For the poor black heathens lost in the darkness of unbelief, and ignorant of 

the saving of the Lamb—oh, it ǁas a ďlessed ǁoƌk!͛͟ ;K 135).  Maƌie͛s NoƌǁegiaŶ siŶg-song is as 

audible to the reader as it was to the characters.  The ŵasteƌ ƌesists, so Maƌie ͞staƌts a keǇ 
higheƌ,͟ giǀiŶg a ŶotatioŶal diƌeĐtiǀe to the ƌeadeƌ, aŶd she fiŶishes eaĐh seĐtioŶ of dialogue 
with slight variations on a repeated lǇƌiĐ: ͞“-s-s, Ǉou ďe Ƌuiet, Maƌie tell Ǉou tale͟ ;ϭϯϲͿ aŶd 
͞No, Ŷo, Ǉou ďe Ƌuiet, Maƌie tell tale͟ ;K 137).  The ŵusiĐ gets ͞loudeƌ aŶd loudeƌ,͟ Ŷoǁ 
aĐĐoŵpaŶied ďǇ his ͞sǁeaƌiŶg deepeƌ͟—the orchestra swells.  Egerton herself even describes 

his verďalizatioŶs as ͞a deep aĐĐoŵpaŶiŵeŶt͟ to Maƌie͛s ͞shƌilleƌ seƌŵoŶ, ǁith its 
sanctimonious sing-soŶg tuŶe aŶd uŶĐtuous phƌasiŶg͟ ;K 138).  Maƌie͛s holieƌ-than-thou singing 

thus appeaƌs iŶ Ŷoted dissoŶaŶĐe to the ŵasteƌ͛s loǁ ĐuƌsiŶg, fƌoŵ the laŶguage used to the 

register in which it sounds.  The disĐoƌd eŶds ǁheŶ Maƌie ͞ďƌeaks iŶto a hǇŵŶ,͟ the ŵasteƌ falls 
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asleep, aŶd the ĐoŵpositioŶ eŶds ǁith the ͞ƋuaǀeƌiŶg old ǁoŵaŶ͛s ǀoiĐe [dǇiŶg] aǁaǇ iŶ aŶ 
aďoƌtiǀe hallelujah!͟ ;K 139). 

             

<34> In Discords, ŵusiĐ is fuƌtheƌ used to Đƌeate disĐoƌd, peƌhaps ŵost ŶotaďlǇ iŶ the ͞PollǇ 
Witfoet͟ sĐeŶes that peppeƌ ͞A PsǇĐhologiĐal MoŵeŶt at Thƌee Peƌiods.͟  The song is played on 

a hurdy-guƌdǇ iŶ a pagoda, aŶd is desĐƌiďed as ͞ǁell kŶoǁŶ thƌough HollaŶd aŶd “outh AfƌiĐa͟ 
(D 16)—a familiar tune to some.  Egerton sets nonsense syllables off from the text to illustrate 

the ŵelodǇ: ͞Lal, lal, la, la; lal, lal, la, la, lallallallallalla͟ ;D 16), leaving much room for the 

ƌeadeƌ͛s iŶteƌpƌetatioŶ of the soŶg.  Then, suddenly, the happy scene is broken when the young 

girl notices something in the pagoda: 

An idiot lad is turning the handle of the hurdy-gurdy.  He is fastened by a leathern strap 

round his middle to the pole in the centre of the tent.  His head is abnormally large, the 

heavy eyelids lie half folded on the prominent eyeballs so that only the whites show, his 

damp hair clings to his temples and about his outstanding ears.  His mouth gapes, and 

his long tongue lolls from side to side, the saliva forming little bubbles as the great head 

wags heavily as he grinds—indeed every part of his stunted, sweat-dripping body sways 

mechanically to the lively air of white-footed Polly.  ͞PollǇ Witfoet, PollǇ Witfoet, 
lallallallallala!͟ ;D 17) 

Here is the clash of the G sharp and F sharp.  Suddenly, the formerly light-hearted song is now 

the soundtrack to a disturbing scene of abuse and violence, the depth of its pain in contrast to 

the playful song and the fun of the carnival.  The girl is arrested by the sight of the boy, 

observiŶg hiŵ ͞ǁith eǀeƌ-gƌoǁiŶg iŶdigŶatioŶ aŶd disgust,͟ ǁatĐhiŶg as ͞the heaǀǇ lids seeŵ to 
droop more, the tongue to loll longer, the face to wax paler.  Save for the strap the scarcely 

human form would topple over with weariness.  A whip is leaning up against the fƌaŵeǁoƌk͟ 
(D 17).  The tension is almost unbearable, and readers want to cover their ears and not hear the 

awful song just as much as the young girl does—but Egerton will not let it happen.  ͞PollǇ 
Witfoet, PollǇ Witfoet, lallallallallala!͟ ;D 18).  The boy makes the music, which is now terrible, 

ďut ǁhiĐh souŶds iŶ the ƌeadeƌ͛s ŵiŶd ƌegaƌdless.  The giƌl sees that the ďoǇ ͞has laid doǁŶ his 
monstrous shock-head on top of the hurdy-gurdy, and is drawing his breath in hard, shuddering 

gasps; but the swollen hand with the knotted fingers still grips the handle with a convulsive 

teŶsioŶ, ƌeadǇ to gƌiŶd agaiŶ͟ ;D 18).  The scene, and the song, are disturbing, unsettling; the 

reader/listener is uncomfortable, and wishes for the song/story to cease, or at least resolve to a 

major chord and end the discord.  The girl undergoes a crisis of faith, wondering what God 

ǁould Đƌeate ͞suĐh a Đƌeatuƌe ǁheŶ he kŶeǁ ǁheƌe the pooƌ thiŶg ǁould eŶd up,͟ eǆĐlaiŵiŶg 
that ͞alǁaǇs I see the paiŶ, the soƌƌoǁ, uŶdeƌŶeath the ŵusiĐ͟ ;D 19).  The section concludes 

ǁith ͞the ƌefƌaiŶ of the ĐoŵŵoŶ tuŶe, ͚PollǇ Witfoet, PollǇ Witfoet, lallallallallala!͟ ;D 20).  In a 

sense this is the resolution of the chord: it finishes on a happy refrain, but the song is now 
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soundly associated with the imagery of the poor, tragic boy, and the noise is disquieting.   

             

<ϯϱ> EgeƌtoŶ ƌetuƌŶs to the ŵelodǇ of ͞PollǇ Witfoet͟ lateƌ iŶ the stoƌǇ.  In the third section, a 

ǁoŵaŶ is ďeiŶg ďlaĐkŵailed iŶto ďeĐoŵiŶg a ŵaŶ͛s ŵistƌess.  She desires neither the role nor 

the man, and is forced into it.  As the ŵaŶ plaǇs ͞a tƌuŵp Đaƌd,͟ she suddeŶlǇ heaƌs a huƌdǇ-

guƌdǇ ͞gƌiŶdiŶg out ͚PollǇ Witfoet, PollǇ Witfoet, lallallallallala!͛  She starts, knitting her brows 

in vain endeavour to find what the tune ďƌiŶgs ďaĐk to heƌ͟ ;D 29).  It is clear what the tune 

brings back to the reader.  Now, the bouncy polka about white-footed Polly—happy enough to 

be chosen as the background music for a carnival—is the cue for images of a dying disabled boy 

and a woman beiŶg foƌĐed iŶto ͞ƌuiŶ.͟  ͞PollǇ Witfoet͟ is ĐleaƌlǇ the ŵelodǇ of ͞A PsǇĐhologiĐal 
MoŵeŶt,͟ aŶd it Đoŵes iŶ stƌikiŶg dissoŶaŶĐe to the hoƌƌifiĐ sĐeŶes it aĐĐoŵpaŶies.  This 

juǆtapositioŶ of pleasaŶt folk soŶg agaiŶst heaƌtďƌeakiŶg ŵoŵeŶt is agaiŶ used iŶ ͞WedloĐk͟, 
ǁheŶ a ǁoƌkŵaŶ ͞is ǁhistliŶg ͚Baƌďaƌa AlleŶ͛ softlǇ as he pats doǁŶ a ďƌiĐk aŶd sĐƌapes the 
ŵoƌtaƌ ŶeatlǇ off the joiŶiŶg͟ ;D 116).  Providing both melody and rhythm, the workman 

ǁhistles oŶ, theŶ ͞siŶgiŶg ǁith a sǁeet teŶoƌ͟ ;D 118).  While this melody is playing, a drunken 

woman returns to her house.  The woman, who has an illegitimate child, married her husband 

with the promise of her child coming to live with them.  Not only did the husband renege on his 

agreement, but he hid letters summoning the ǁoŵaŶ to heƌ dǇiŶg Đhild͛s ďedside.  In the end, 

the ǁoŵaŶ kills heƌ husďaŶd͛s ĐhildƌeŶ ;D 144).  ͞Baƌďaƌa AlleŶ͟ is a soŶg aďout death aŶd loǀe, 
and therefore the choice is fitting; nevertheless, the popular and beautiful folk song creates a 

poignant musical backdrop to the tragic scene, a melody against the discord.(5)  

             

<36> Throughout her writing, soundscape remains a focus for Egerton, whether there is music 

or not.  All of the references to music amount to a near-ĐoŶstaŶt huŵ of soŶg iŶ the ƌeadeƌ͛s 
mind as s/he progresses through the stories.  The writer is engaging in melopoetic composition, 

and inviting the reader to do so, as well.  The tones of the songs shift, some are familiar and 

some are not, some are in English, some Norwegian (K 169), but again, amongst the variety of 

songs one elements remains constant: literary music, or melopoesis. 

             

<37> In The Heavenly Twins, Grand writes of the Frayling faŵilǇ͛s attitude toǁaƌd EǀadŶe͛s 
iŶtelleĐtual deǀelopŵeŶt that ͞it ǁas as if heƌ people ǁeƌe satisfied that ďǇ eŶfoƌĐiŶg sileŶĐe 
theǇ Đould pƌeǀeŶt thought͟ ;HT 20).  “iŵilaƌlǇ, it ǁas as if GƌaŶd͛s faŵilǇ, ViĐtoƌiaŶ soĐietǇ, aŶd 
the music industry were satisfied that ďǇ eŶfoƌĐiŶg ǁoŵeŶ͛s sileŶĐe theǇ Đould pƌeǀeŶt ŵusiĐal 
composition.  Grand found a way to prove the opposite: writing music, but disguising it in a 

more acceptable compositional medium—the novel.  Grand and Egerton—and other New 

Woman writers who have been neglected here—went beyond the limits of their art and 

composition and created their own unique styles of writing which encompassed the world of 

literature and music.  The incorporation of musical analysis gives the reader of New Woman 

http://www.ncgsjournal.com/issue103/dunst.htm#note5
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fiction an entirely new mode of understanding the stories they wrote and the language they 

used, and a new appreciation of the subversive ways they pushed against the restrictions of the 

time.  Delia da “ousa Coƌƌea ǁƌites that ͞atteŶtioŶ to ŵusiĐ aŶd souŶd ŵakes us better able to 

͚heaƌ͛ as ǁell as to ͚see͛ as ǁe ƌead͟ ;͞“ouŶdsĐapes͟ ϮϬͿ.  Hearing and seeing while reading is 

the very core of this argument, providing a common denominator, or a keynote.  In 1996, 

Claudia “taŶgeƌ ǁƌote that ͞ŵusiĐo-literary criticism has not yet developed the methods, 

ŵodels, oƌ ǀoĐaďulaƌǇ to deal effeĐtiǀelǇ ǁith ƌadiĐal ŵusiĐal eǆpeƌiŵeŶts ǁith laŶguage͟ 
(196).  Progress has been made since, and the work undertaken here on the New Woman 

ǁƌiteƌs͛ eǆpeƌiŵeŶtatioŶ ǁith ŵelopoetiĐ Đoŵposition will hopefully add to this continuing 

development.         

Endnotes 

(1)Untwisting the Serpent (33).(^) 

;ϮͿ͞The “Đhool of GioƌgioŶe͟ ;ϭϬϲͿ.;^) 

(3)Others who have read Grand and Egerton as Modernist include Gerd Bjorhovde (Rebellious 

Structures. Oǆfoƌd UŶiǀeƌsitǇ Pƌess, ϭϵϴϴͿ aŶd TiŶa O͛Toole ;͞KeǇŶotes fƌoŵ Millstƌeet, 
Co.Coƌk: Geoƌge EgeƌtoŶ͛s TƌaŶsgƌessiǀe FiĐtioŶs.͟ Iƌish WoŵeŶ Noǀelists ϭϴϬϬ-1940. Ed. Anne 

Fogarty. Spec. issue Colby Quarterly 2 (June 2000) 145-156).(^) 

;ϰͿFoƌ ŵoƌe iŶfoƌŵatioŶ oŶ, aŶd ĐoŶtiŶued aŶalǇsis of, the Đhiŵe, please see ŵǇ aƌtiĐle ͞He, 
ǁatĐhiŶg oǀeƌ MoƌŶiŶgƋuest: The Chiŵe͛s MusiĐal PeƌfoƌŵaŶĐe iŶ “aƌah GƌaŶd͛s The Heavenly 

Twins.͟ Interdisciplinary Literary Studies 16.2 (2014). 348-365.(^) 

;ϱͿFoƌ a detailed disĐussioŶ of ŵusiĐ aŶd tƌauŵa iŶ Geoƌge EgeƌtoŶ͛s shoƌt stoƌies, please see 
ŵǇ aƌtiĐle ͞The Elusiǀe MelodǇ: MusiĐ aŶd Tƌauŵa iŶ Neǁ WoŵaŶ “hoƌt “toƌies͟ iŶ the 
forthcoming essay collection British Women Short Story Writers: New Woman to Now. Eds. 

Emma Young and James Bailey. Edinburgh University Press, 2015.(^) 
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